When Benjamin West landed on Italy's ancient shores, he was following the path of generations of Grand Tourists. Italy, especially Rome, was, after all, the center of European civilization and from ancient times had drawn visitors from near and far. While but a single pilgrim in the long line to Rome, West was at the same time a pioneer for generations of American artists who would follow in his wake, drawn by the city's special history and character.
The distinctive nature of central Italian light and topography, which had profoundly affected Claude Lorrain and altered the subsequent course of landscape painting, was scarcely the sole attraction of which the area could boast. The an of the Old Masters was a major lure for the Grand Tourists of the eighteenth century, as were the sculpted artifacts and architectural remains of the ancients. These reminiscences of the classical world were everywhere apparent along the Tiber and inescapably molded perceptions and depictions of the Eternal City.
As archaeologists exhumed this storehouse of a storied past, artists delineated the ruins, with exactitude or caprice. Giambattista Piranesi's famed views of the antiquities of Rome excited the imaginations of connoisseurs throughout Europe and even in colonial America, to which his engravings easily and readily traveled. Giovanni Pannini's compositions based upon Roman monuments, precisely drawn if fancifully rearranged, similarly enjoyed great vogue among the patrons of his day. Given this widespread enthusiasm for things Roman, it was little wonder that Benjamin West, the New World's first artist-ambassador to Europe, was determined "to visit the fountainhead of the arts" and in 1760 headed to Rome. 1 West, who left Italy for London in 1763, was followed by John Singleton Copley, who arrived in Rome in 1774. The familiar landmarks with which Pannini and colleagues had preoccupied themselves reappeared tellingly in the background of Copley's portrait of the American Italophiles Mr. and Mrs. Ralph Izard, painted in 1775. The couple posed amid their Old World finery before a distant prospect of the Colosseum. That such trappings were significant both to artists and sitters of many nationalities is suggested by J. H. W. Tischbein's renowned portrait Goethe in the Roman Campagna (1787), with the Tomb of Caecilia Metella and other favorite sites in the background, or Jean Ingres's equally acclaimed portrayal of his colleague Frangois Granet (1807), posed before the Quirinal.
After the turn of the nineteenth century, the pioneering travels of West and Copley were repeated by increasing numbers of American artists, for whom Italy became a favorite destination during their European sojourns. Between 1796 The whole of Italy, from Etna to the northern lakes, was rich in historic associations. But, for the midnineteenth-centurv traveler, as for his predecessors, it was to Rome that attention was particularly directed. Viewed from the Pincian or other Roman hilltops, or from the EXPLANATION OF TH£ MNOKAMA OF ROM I ANCIENT* MOUEKN far reaches of the Campagna, the dome of St. Peters and the city's fabled ruins inspired hushed reverence in nearly every visitor. Worthington Whittredges recollections of his first glimpse of the city was typical of most Americans: "To me, born in a log cabin and reared in towns of low flat-roofed houses of pine and hemlock, the picture of Rome at last before my eyes was quite enough to inspire me with feelings of reverence and humility. I could not speak, or did not, and observed that the other passengers [in the carriage] were similarly affected." 4 Understandably, artists sought to capture the grand sight, on canvases, daguerreotypes, or even in monumental panoramas, such as that by the noted English specialist of the genre Robert Burford, which was first exhibited in New York in 1840 and shown again in Philadelphia two years later-appropriately at the Coliseum ( fig. 1) . Americans, of course, were not alone in this fascination. Goethe's "discovery" of Rome in the late eighteenth century led to an equivalent migration of German artists, who mingled in Rome with painters and sculptors from the Scandinavian countries, France, Russia, and England, all drawn by the region's peculiar appeal.
Painters particularly delighted in the scenic possibilities of decaying monuments ( fig. 2) . For Thomas Cole, it was the Colosseum, "beautiful in its destruction," which, he said, "affected me most." "From the broad arena within," he recalled, The overgrown arcades attracted as well the admiration of Rembrandt Peale, who, like most of the artists, regretted the program of cleaning up the monuments that was begun in the early nineteenth century. Inspired by recollections of a "beautiful wilderness of ruins, vines and shrubbery," he suggested that "some spots [be] left neglected and covered with plants and shrubs, as a sample of its former guise." Peale's advice, however, went unheeded, leaving later artists, like Elihu Vedder, to lament that "the ruins were wonderfully beautiful before they were 'slicked up.'" "Slicked up" or not, the monuments cast their spell over visitors for most of the century. The "romance of ruins" was described as "one of the most innocent and instructive pleasures in which one may indulge," and thousands succumbed. 6 The fascination with decay was more sentimental than morbid. Although most American artists did not wind up in Rome's Protestant Cemetery, many visitors would have understood the poetic sentiment of Shelley (who is interred in Rome): "It could make one in love with death to think of being buried in so sweet a place." 7 If Rome inspired sweet thoughts of mortality, the unsettled Campagna outside its ancient walls did not always do likewise. To many early travelers, it was a bleak land of "solitude, dust and tombs." 8 The wild and hilly Campagna was the domain of malaria and banditti, a dangerous "desert" whose traverse was required to achieve the artpilgrim's goal. Hippolyte Taine thought it like "an abandoned cemetery... the sepulchre of Rome, and of all the nations she destroyed All antiquity, indiscriminately, lies buried here under the monstrous city which devoured them, and which died of its surfeit." Wrote another visitor in 1820, "Rome ... stood alone in the wilderness, as in the world, surrounded by a desert of her own creation ... pestilent with disease and death
[L]ike a devouring grave, it annually engulphs [sic] all of human kind that toil upon its surface." 9 During the nineteenth century, as highway safety improved and as methods to deal with the threats of malaria developed, travelers pushed farther beyond the limits of the city. The Campagna had to be crossed to reach the picturesque towns of Tivoli, Albano, and their neighbors in the Sabine Hills, which drew increasing numbers of travelers. As familiarity grew and security improved, the reactions of travelers to the Campagnas wastes changed. Instead of the "fearsome loneliness" experienced by an earlier traveler, William Wetmore Story, one of Rome s greatest propagandists, found the Campagna air "filled with a tender sentiment of sadness which makes the beauty of the world about you touching." 10 To his many readers Bayard Taylor recommended the view from the Campagna. While "there was nothing particularly beautiful or sublime in the landscape," he noted, "few other scenes on earth combine in one glance such a myriad of mighty associations, or bewilder the mind with such a crowd of confused emotions." In time, the region came to seem almost homey. Charles Dickens, visiting in the early 1860s, noted that one Campagna view, "where it was most level, reminded me of an American prairie." Indeed one American tourist, familiar with the Midwest, wrote that the Campagnas "wheatfields, extending far and wide, are like those of Illinois." 11 Along with the tourists, painters extended their rambles through the historic landscape, searching for the perfect fragment of broken aqueduct, the artistic effect of sunset across verdant land, the colorful herdsman tending his flock amid the ruins. Van 12 Ruined aqueducts, the "camels of the Campagna" that had brought precious water to ancient Rome from the distant hills, provided a favorite motif for nineteenthcentury painters, as did the picturesque ruins along the old Appian Way. Another favored destination, to the east of the city along the Via Praenestina, was the remains of the villa of the Gordian emperors ( fig.  3) , who reigned from A. D. 237 to 244. The site, which was known as the Torre dei Schiavi, lay about two and one-half miles beyond the Porta Maggiore, crowning a rise in the landscape above the flow of the Acqua Bollicante. It was praised in guidebooks as "one of the most picturesque and interesting points in the Campagna." 13 The complex was constructed amid and over the remains of earlier Antonine cisterns and buildings. The new imperial country house was remarkable for its size; the ruins stretched along nearly a mile of the roadway. Begun by Gordian pere, a cultivated man of letters, the villa was subsequently occupied by Gordian III, who shared his father's passion for books, amassing a library of sixty thousand volumes. But the epicurean son also collected in other areas, boasting twenty-two concubines, by each of whom he sired three or.four children-perhaps accounting for the size of the suburban spread. Three main elements composed the villa: sumptuous baths; the "heroon" or mausoleum, a circular building oriented toward the highway in the best Vitruvian fashion; and a large colonnaded structure incorporating three basilicas. Of these, only ruins remained in the nineteenth century, although the form of the mausoleum was still readily apparent, as was a corner of an octagonal bath.
Contemporary descriptions by the Roman chronicler Julius Capitolinus suggest the elaborate scale and decoration of this majestic home. The Gordian villa, he wrote, "was remarkable for the magnificence of a portico with four ranges of columns, fifty of which were of Carystian, fifty of Claudian, fifty of Synnadan [or Phrygian], and fifty of Nubian marble." Remnants of these colorful, imported stones were recovered in archaeological excavations which began in earnest in the early nineteenth century. "There were also three basilicas of corresponding size, particularly some thermae, more magnificent than any others in the world, except those in Rome" (fig. 4 ). 14 The circular mausoleum was likened by a number of nineteenthcentury travel writers to the Pantheon, but its modest scale-fiftysix feet interior diameter-and method of construction are more analogous to the Temple of Romulus on the Appian Way. The brickwork of the Gordian villa and the engineering of the vaults were characteristically late Roman; the pioneering archaeologist Antonio Nibby even claimed that the Gordian mausoleum was "the most ancient of this type of construction" and served as the model for the more familiar landmark near the Circus of Romulus on the Via Appia. Four large round windows, of which two remain intact, permitted light into the upper story; there, a series of niches, alternating square and round, presumably contained sculpture. Augustus Hare noted that the splendid statue of Livia in the Torlonia Museum was found at the site and that works of that type originally embellished the entire complex. 15 A subterranean room similarly contained straight and arched niches and was supported at its center by a large round pillar. Adjacent to the circular structure were the vast basilican building and the baths, of which little remains.
Long after the dissipated Gordian III was murdered by his troops, his Campagna homesite was put to very different purposes. Remains of frescoes, which in the nineteenth century were still evident in the mausoleums vault, suggest that the structure served as a medieval church. A frieze of saints and other Christian subjects was painted beneath the oculi in what was probably the church of San Andrea, razed in A.D. 984. 16 The ruins served military as well as religious purposes. The octagonal room remaining from the ornate baths was transformed into a watchtower in the late Roman Empire by building walls over the apselike vault, strengthening it at the center with a thick Saracenic column, and topping it with a newly constructed tower. To Karl Baedeker, writing in 1867, this curious pastiche "imparled] a grotesque aspect to the place"-and doubtless enhanced its allure. 17 Eventually the Gordian villa site came to be known as the Torre dei Schiavi, a designation originally occasioned by the curious, broken watchtower but later applied to the distinctive mausoleum and ultimately to the entire region. The origins of the name are uncertain. In the nineteenth century it was often referred to by English-speaking visitors as the "Tower of Slaves," although at least one travel guide specifically cautioned against such a literal translation with its allusion to Roman slavery. Instead, Bruno Schrader traced the name to the wealthy Schiavi family of the fifteenth century, one of whose members, Vincenzo dello Schiavo, was prominent in Rome as late as 1562. 18 The 5 ). 19 He drew the stucco ornaments of foliation and animals in the octagonal bath, which he mistook for a tomb, and in his engravings of the mausoleum he made the common misidentification of the site as a temple.
In the following century, tourism outside the walls of Rome remained scarce. Francois Joullain was among the apparent few who made the pilgrimage to the Torre, perhaps attracted to it by Piranesi's prints, which remained popular among Romes visitors and cognoscenti. Joullains small panel is characteristic of the views of Roman monuments popular with collectors of the period ( fig. 6 ). He has anticipated the later "slickening up" of the ruins by transforming the broken and irregular form of the mausoleum into a tidy sheepfold. The rustic, mangerlike setting, the multiple lamb references, the gesturing, Magus-like figure at the left, and the mother and child with father, combine in an unexpected suggestion of a Nativity on the Campagna. The villa of a degenerate emperor would surely be an unlikely setting for such an extraordinary event-if that indeed was what the artist intended-and That appreciation did not come until the early years of the nineteenth century, when the ruins attracted the attention of archaeologists. The recovery of precious decorative materials and of such treasures as the Torlonia Livia lent new interest to the Torre dei Schiavi, and excavations were conducted nearly continuously from the 1830s to the 1870s.
The site simultaneously attracted attention for a very different reason-it was there that Rome's large community of German artists assembled for their annual Walpurgisnacht festivals, events which grew in popularity through the middle decades of the century ( fig. 7) . The German revels quickly became a popular attraction for Roman visitors of many nationalities, 21 The crowd of artists and followers assembled at the Torre dei Schiavi and from there proceeded across the Campagna for several miles to the grotto of Cervara ( fig.  8) in comic verses the exploits of the school, and prophesies the destinies of its artists for the following year. A Homeric supper prepared and served by our friends on stone tables in the heart of the cavern, which is lighted by torches and festooned by garlands, precedes the return." 22 The annual outing, however frivolous, was also decorous, and George Hillard was able to reassure his American readers that although "the day is spent in the wildest and most exuberant frolic, [it] rarely or never, however, degenerate^] into vulgar license or coarse excess, but preserves] the flavor of wit and the spice of genuine enthusiasm." 23 The May Day rites at the Torre dei Schiavi provided an important occasion for artists of various nationalities to celebrate together on common ground. Equally important, the festivities introduced many in the Roman community for the first time to the Gordian ruins and their beautiful views across the Campagna. It was, after all, the scenic splendor of this rise in the countryside that had lured the emperors in the first place, and that beauty remained undiminished after fifteen hundred years. Campagna prospect but also the ruined circular mausoleum, a powerfully evocative object within the Campagnas expanse. The excavations at the Torre figured in several views of the site. In an expansive canvas attributed to John Gadsby Chapman, workers busily retrieve fragments of statuary, urns, and even a human skull from the columbaria ( fig. 9 ). Such recoveries from "the glory that was Rome" inevitably fired the imaginations of visitors from the New World and made a special magnet of the Torre and the entire Campagna. Chapman, a longtime resident of Rome, was so taken with the archaeological activity at the Torre dei Schiavi that he visited the site frequently and his enthusiasm inspired his son, John Linton Chapman, to paint the ruin as well.
In 1842 Thomas Cole discovered the Torre. His depiction of it ( fig. 10) shows a less busy, more contemplative scene than Chapmans. Cole's view of the mausoleum from its unfractured "back" side is unusual, presenting a less ruinous structure. The fabled golden sun of central Italy rises behind the tower and over the Sabine Hills, accentuating the unbroken oculus and suffusing the landscape with its glow. In both point of view and mood, Cole differs strikingly from the Chapmans and from Edward Lear, who also painted the Torre in the same year ( fig. 11 ). The urbane Englishman depicted the more familiar broken facade, past which peasants amble toward the city in the distance, suggesting the monument's placement in community and in a historical continuum, linking the ancient past to the colorful present. Despite the crowds of peasants, archaeologists, and painters that often attended the site, Cole populates his view with but a lone goatherd, seemingly lost in timeless contemplation of the romantic scene.
Cole's lonely herdsman became a favorite motif for a number of Torre painters at mid century. He reappeared in 1849 in two drawings by Jasper Francis Cropsey ( fig.  12) , perhaps studies for an unlo- fig. 18 ].) Hotchkiss s frequent visits and familiarity with the site yielded the most faithful recordings of archaeological detail. He carefully drew the interior niches, the curious notched bands on the buildings exterior, the fragments of ornately carved architraves and capitals, and the boyand-dolphin motif of the mosaic pavement, which was also described by Nibby. (His eye for historical detail brought Hotchkiss financial as well as aesthetic rewards, for as Vedder recorded, " 'twas here he found a niche in this Columbarium which had not been discovered a beautiful glass vase and sold it for a good sum of money which came in well in those days." 28 ) A human skull and bones near the columbaria at the lower left serve as the works memento mori; in the second canvas this mood is completed by a herdsman, lost in reverie on this scene of ruined Roman glory.
Vedder's view of the ruins (see fig. 16 ) differed markedly from all others. In lieu of the usual horizontal format, Vedder's small oil is emphatically tall and narrow. Like other Campagna sketches he painted during the 1860s, his view employs the eccentric format of the Macchiaioli artists with whom he was in close association. The painting, which Vedder left unfinished, is more spontaneous, more sketchlike, than most of the American productions. The elongated canvas eliminates most of the rolling landscape and distant hills and focuses closely upon the verdant ground and the broken mausoleum, whose brickwork is warmed by the suns slanting rays. The circular building occupies exclusive attention in the upper half of the composition and is set off below by a corner of newly excavated columbarium and broken pottery. These two focal points-the fractured building echoed in the pot shards-are visually and psychologically locked in perfect balance. Absent the herdsman in reverie, without the distant Campagna prospects bathed in warm Italian light, even lacking the archaeological detail that gave resonance to other interpretations, Vedder's small Torre view nevertheless provides one of the most telling and poignant evocations of past Roman glory.
So popular was the Torre dei Schiavi that figure painters as well as landscapists turned to the monument. In 1867-68 Conrad Wise Chapman painted a suite of The Four Seasons, a traditional allegorical subject that the American treated in the colorful costume of Italian peasants much favored by foreign artists in Italy. These models, bedecked in their regional finery, were the subject of many figure studies, their ubiquity suggesting that for foreigners the peasant had come to symbolize the historic land. In Chapman's depiction of the harvest season, a gleaner in traditional peasant dress of the central region stands before the Torre dei Schiavi (fig. 19 ). The symbolic authority of the peasant figure is Oil on cant os, 22 3 8 x 34 3/4 in. National Museum of American Art, Smithsonian Institution, Museum Purchase augmented by its pairing with the Torre, which had become an equally potent symbol of Italy for Chapman and his compatriots.
In the same year, Thomas Hicks composed his Italian Mother and Child ( fig. 20) . The association of allusive figures with Roman ruins had by then become a commonplace in many artists' works. Daniel Huntington's Italy ( fig. 21 ), for instance, posed the symbol of nationhood between a Tuscan bell tower, which evoked the Catholic piety of modern Italians, and ancient ruins which harkened back to the glory that was Rome. Beyond the parapet in Hicks's painting, the remains of the Torre dei Schiavi are clearly evident-suggesting that the woman is no ordinary Italian mother but, indeed, Mother Italy.
More than their scenic character is required to explain the phenomenal popularity of these particular ruins at mid century. If the Torre dei Schiavi could appropriately accompany Mater Italia, if it could embody the fabled grandeur of legendary Rome, might it not have played other roles and prompted other reveries as well?
Despite Bruno Schrader's warning that the Torre dei Schiavi designation had nothing to do with slavery, most commentators persisted in the notion that the monument was somehow-in a way never clearly specified-linked with such Roman practices and to slave insurrections during the late Empire. The discovery of several columbaria adjacent to the Torre, purportedly containing inscriptions of "liberti," further fueled that romantic association. 29 Such associations would, of course, have been highly topical in the mid nineteenth century when American artists' pilgrimages to Rome and the Campagna were at their peak. This tourism coincided with the cresting of abolitionist sentiment in the United States and Brit-
